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The migratory character of a number of our folk performing art forms 
has not yet been taken up as a subject of special studies, by scholars working 
in this field. Even the awareness of this phenomenon seems to be Jacking in 
many. The tendency, therefore, is to identify a particular form as indigenous 
to the region where it is now found. However, a deeper probe and study will 
reveal an interesting pattern of the migration of some of the forms from one 
place to another along with the itinerant families of performers. Since these 
forms undergo modifications and assume local colour, where the families 
settle down in a particular region, one is easily misled. 


A few example will illustrate this point. The Sakhi Kundhei (glove 
puppets) and Kundhei (marionettes) of Orissa have been identified as forms 
idigenous to Orissa. The performers sing songs of Medieval Oriya poets during - 
their wanderings in Orissa and neighbouring states. When I questioned them 
about their social life and customs, they revealed that they were Bajigar 
Rajputs, originally from Rajasthan, and among them they observe the social 
customs of Rajasthan even today. The same can be said about the Pavakoothu 
(glove puppet) and Tolpava Koothu (leather puppets) of Kerala. The perfor- 
mers of Pavakoothu trace their origin to Andhra Pradesh and still speak a 
corrupt form of Telugu among themselves. The families of Tholpava Koothu 
performers trace their origin to TamilNadu. A deeper study of leather and 
string puppets of Karnataka, Andhra Pradesh and Tamil Nadu may reveal 
very interesting patterns of the migration from one place to another and their 
slow assimilation with the local cultural milieu but with a streak of linguistic 
or artistic identity to indicate their possible origin. Though this subject itself 
needs separate treatment, I mention it here because this understanding has 
helped me to locate a tradition of shadow theatre which had existed in Gujarat 
a thousand years ago but is not found there today. 


In his book “Dramas and Dramatic Dances’, Professor William 


Chamadyache Bahuluja and Kalasutri Bahuliya have been taken up for assistance 
by the SNA under its Scheme of Preservation and Promotion of Rare Forms. 


SANGEET NATAK 24 


Ridgeway, quotes professor Cecil Bendhall to prove that a chhaya natak play 
Dutangada, “‘was presented at a festival in honour of Kumarapala Deva, a 
Chalukya king of the dynasty of Annilvad or Annilpur who ruled in Gujarat 
from 1143 to 1172, the particular event commemorated being the restoration 
by the king of a Siva Temple at Devapattan or Somnath in Kathiawar, 
Bombay. It was performed at the Dhooly Festival, March 7, 1243.” 


This reference to the tradition of chhaya natak in Gujarat led 
me to follow the trail. Since no trace of it could be found in Gujarat efforts 
were made to locate it somewhere along the line of its Jikely migration. 
Finally a Marathi newspaper gave a clue to the existence of a chhaya natak 
tradition in Pinguli village in Sawantwadi. The Secretary of the Goa Kala 
Akademi also informed about a tradition in a place called Kuda! in Maha- 
rashtra. 


Working on this information, we visited Kudal, while on a Survey tour 
of Goa. On reaching there it was found that the information given by the 
Marathi paper and the one given by the Secretary, Goa Akademi both pointed 
to the same; Pinguli being a village in Kudal Taluka. 


In Pinguli village we went to a small area called Gudiwadi, where a 

small community called Thakars live. They do not belong to this region. 

According to their tradition they have come here from Rajasthan-Gujarat 

area and had of Jate been enjoying the patronage of the Rulers of Sawantwadi. 

.Raja Jayaram of this state gave the name Gudi to their settlement which is 
_ now known as Gudiwadi. 


The Thakars are Saivas and they worship Khandoba, Shidoba, Mesai, 
Kedarling, Bhavani, Sidhnath etc. They carry surnames like Masge, Maske, 
Mhaskar, Gangavane, Palve, Thumbre, Ranasing, Singanath, Yajmal, 
Jaimalar, Rithul etc. 


Chamadyache Babulya 


The Thakars constituting a compact community have been traditional 
performers of Chamadyache Bahulya, (chhaya natak), Kalasutri Bahulya 
(marionette) and Porhi, each of these is the preserve of a particular family. 
The Chamadyache Bahulya has been handed down the family line of the Late 
Narayan Maske and the last in the line seems to be the present performer, 
Shri Ghanashyam Lakshman Maske. The only theme performed is from 
Ramayana, from Panchayati to Ravanyadh. 


Shri Ghanashyam Maske’s stock of puppets are the bare remnants of 
the family collection. There is no one in the area who can make new puppets. 
Not one puppet has been replaced in living memory. Such puppets as have been 





Druinmer in’ Chamadyache Bahulya, Pinguli 





Above: Rama, Sita and Lakshman. Below. Ravana Faces Rama. 








Rama in Chamadyache Bahulya. 


Manipulating the Shadow-puppets. 





Narayan Arjun Ransoonkute plays 
the Vata. 








lya marionettes—Sita Swyamyara Scene. 


Kalasutri Bahu 


Above. 
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The demoness; Right: the boy, Nagda, Kalasutri Bahuliya. 
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taken away by interested people on nominal payments have been a perma- 
nent loss to the tradition. 


Shri Maske moves about with a small wooden box of puppets and a 
few bomboo poles and pieces of cloth. Within ten minutes he sets-up his stage 
with the bamboo poles and cloth pieces and on a loose string inside he 
suspends the wick-lamp called Panati and manipulates the puppets. The 
music accompaniment is provided by a peculiar instrument called ‘vata’ 
a twig of dry plant fixed vertically with a touch of wax, in the centre of an 
inverted brass plate, which gives a drone when the fingers are moved dexter- 
ously downwards on it. 


This ‘vata’ with the tabla provide the musical accompaniment. The 
songs are sung by the manipulator in an archaeic language. 


The performance begins with a Poorva Ranga consisting of invocations 
to Ganapati, Saraswati, and Indra followed by a dance programme in the 
court of Indra in which a Pakhawaj player, a Jodiwala and a dancer are 
shown. Then the Haridasa makes his appearance as Sutradhara. 


The story begins with the Vanavasa of Rama and his stay in Panchayati. 
Then goes on to the events leading to Ram-Lakshman’s visit to Lanka and 


Ravanavadh. 


Kalasutri Bahulya 


The Kalasutri Bahulya, the string puppet tradition is preserved only in 
one family. On a collapsible stage set up in a matter of minutes, the Kalasutri 
Bahulya are manipulated dexterously by the only living artist Shri Laadu 
Bhikaji Palve. The music accompaniment is provided by tabla, tuntune and 
chakva (jhanjh). The performance begins with an offering of rice, flowers and 
coconut to the stage by the puppets. Then Ganapati enters on his mount, the 
Rat which indulges in pranks and carries away the coconut to the enjoyment 
of the audience. A Pujari appears and performs arti to Ganapati. Then come 
two female characters — Sali and Mali. They perform a dance in front of 
Ganapati. They are followed by Saraswati who dances with Ganapati and 
finally Lord Shiva enters seated on his Nandi. He performs a vigorous dance, 
Between the Poorva Ranga and the story, an interlude is introduced in which a 
tich, bejewelled traveller is shown who is waylaid and robbed by a thief. 


Like the chhaya natak, the theme of the Kalasutri is also based on 
Ramayana. But in this the entire story from the birth of Rama to the Ravana- 


vadh is performed. 


The puppets are small in size but exquisitely carved and draped, wearing 
turbans and jewellary etc. 
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Pothhi or Chitrakathi 


Another interesting art form preserved by the Thakars is the Pothhi 
or the Chitrakathi. This is performed during marriages, pujas and occasion of 
social ceremonies, Navaratri Festivals etc. Episodes from Ramayana and 
Mahabharata form the themes of the Pothhi. Each episode is described in 
sets of 25 to 30 paintings. These paintings have been found to be more than 
100 years old. There are about 40 such sets available in Pinguli now. The only 
performer at present is Shri Sakharam Bhikaji Maske. The performer sits 
with his legs crossed, placing a wooden board on his lap in a vertical 
position. Holding a string instrument called reena jn one hand and tal 
(cymbals) in the other the performer places a picture against the board and 
explains the story in songs and extempore prose. He plucks the strings o! 
the veena and strikes the cymbals while singing the song. Another musician 
accompanies him on damru, locally called as devr. The narrative songs in 
all the three forms have been an oral tradition and no printed text is 
available. The dialogue is improptu and often touching on contemporary 
problems. 
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